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FNetinO p; Feb(ys Xe EAPO 


yo is an Italian immigrant who lives and works it 
San Francisco. He is a fashion photographer who, with his 
Wife Mary Podgurski organizes and produces slide and fashion 
shows under the name of Extreme Exposure. He works mostly int the 
south of Market club scerte, but his credits include such eventts as ae Rol ne. riconos amo. 

ss d s 3 (.. and then we recognize each other 
San Francisco Filit Festival, the Sonoma Film Festival, the Black Hake erne Cesc Mdtesrice 


Ermanno Di Fel 


the 
and White Ball, the 0.0. Network Convention and many more, This ‘ond we meet each ather wrapped in breath) 
z in Viali di lieve fantas 
interview took place in April 1986 in Ermanno’s apartment on By Ay SS) ave fantasia 
(in light. fantasies boulevard) 
Sacramento Street. enza avere il coraggio di toccarc 
(without the bravery to Louch each other.) g 
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You fet ike» foreigner when you were nome? 
What were you doing withthe witcase? 


ULNA NANNY 


cone resemter tig chal wes 
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50 ald you enoy taking hs computer oss? 
tayo worked in he compote tunes forge «wi 


1d yu enoy woking with compote at a? a 


girum imus nocte 


Ponsumimur ani 


You find the models? 

ce How tong were you there? 

And do they get paid at ot? Two ath ont. then Senfrancies. ved inmy frends teae fora whi 

Tins are hee ago expenses: fede df tbe ‘cope o backs fom here, wea tarvig photonaper, camera 
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rcope ahs an wet to ana Barbara 
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Year the second yer, became ought tat vou crowds a9, fat fet row en dit al yey 


th These things were broadcast? 


You were working ata computer programmer at the te? deere aia he wise wa et, ae Maly, my yt exeetive 
Weim eady fr abi chage “Baked toy cergeraion, because war se There are aot ofthese things Going on right wow South ef Market ave then cenier ne ve bate sin tey re oe stureg yoy toch 
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thaw that? ow do you do ths financially? dar 43 ft ne in aconseratno Re 
| doa, hey gt Eesnune was the meney tha gene tates SOUM ike you adjusted fo the American way af le foal well. 
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Jing wich sivays to ges He Lmagery you Use your shows ever relate tothe 
sien tferet le withyes,— deagner? 

We ita sow wit he males desceg i stne-age anion 2 hemos in 
‘ania, dfey fem he are Are you ever physealy part of your shows? 


ow do you fest about the f0¢t that your work in't tangible? 1 


ny ess for one night and than is gone. 


sever tauptaout a eh yourigt nave given me aig 


‘bot you had to eave Haly then fora couple of years 10 90 19 


Germany? 


ieee"? Were you t all artistically involved with anything when you were Y#¥ olen yeah. lie fo diastase ave one whereas Nap 


living i aly? lea corer of the cu with page game Iwas watching tv. eagention 


fdas long Ori eeragrph sone cong wee sta, 
{What are your plans forthe future? 
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‘Stop ace to0ance ny ew ndepesence, tbe abe og ere, wi and ge back 
Where did you tive im LA? ie abe aren 

i the sdewalhs It was tebl, it was Crepe in. in el pei 

inter 9 eee ‘Wha aid you think of Hollywood i terms of it glamorous ew mage ote en abus. ts 


aarti twas 2 2 oan thateener fete, ad wat tha but fame. When gt eff fe bs here 
So you ment the fies 25 years of your lite in aly, thats vere a hee brig aes sep, nahin seo, ane 


ee ee erroneous ‘ity rt a8hed for deter intagith emake me sea mre eva, remeber tal 
{ie shows mean invitation for an upcoming fashion show He's 


Thergy coin fram tomewnere sa gee sificten for while, bat 


ster thayoew fut ve seftegn Bre aiiiimere ah. cnc) 


youu yuo nw taste ys do nth then, Or maybe 


producing) ~ i ile bar ane rene weld be sesing “emer, Ws fry, 
ove, hw did you ge ivatved with dina fashion ows? yan aneeryoe wet “Wo ae” Ate vas ng 


Se ire \csrmrasy mesmctnies TacroaninE RENO = | eee 


fg abe livesa Rat Yentine’s vile, othe fie tne | wes! fo elly woes, | 


Holywood welébe Bu tentimovesteoiywees. i wa very fret 


How do you produce 2 fashion show 
aeetentes mary Fospah enone feshen atearphyexerenceUseai 


turin apiice sos seen as younave he lace and techs, yours Ge Homo Ludens Jofl1ome Sapiens! 


and contact mth he pace at you aie prodacea makin ee frit 


My Italianity? Elegance with frugality. 


Ebbene Sia pur con rammarico, 
dobbiamo persuaderci che il papa 'e'! morte. 
(indeed, even with regret, we have to convince ourselves Liat. Lhe pope is dead. 
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a new artist's book by Susan E, King, co-published with 
Neoais Press (Pride of the South), in Adanca, Georgia 
Available in August, 1986. Accordion binding, offset 
printed with cortogated plastic covers, 


California Provokes Change, (transcend, teansplant, 
transform), 

poster sponsored by the Woman's Building Commis- 
sions Project, 3 color offset and letterpress, $25. 


Say, See, Bone, Lessons from French 
with Jean Gabriel Adolff, printed on handmade paper, 
coptic binding. Ten lessons from French, with prose by 
Susan King (in English) and poems by Jean Adloff (in 

French). Coptic binding. Fall, 1986, $150. 
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AA view of life in Paris, France and Paris, Keatucky 1983: 
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seven double folded pages. Images generated using a 
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chair in one spot bar another letting the wind do the lifting 
she's “mad” but not careless. to be voyaged. sand people. 
noise. the drizaing the sun forced on her gladly. letting 
Someone know how hot not by a look but bya finger. little 
boy taking into the beach trash can and his grandmother 
shouting everything to christ, walking out in the water the 
waves were slow. they did what waves did, they rode. all day 
to find the night and much later to dream it safety has its 
breath on me. i vas up belore i could speak. kept distance 
uni erosing it reaches you. fashion i fast. red vespa, she 
unlocked some tovels. coming close with words.vhen the eye 
‘moved what else went. $0 what you write, the adriatic 
counter. ovaling around blue the hemisphere was on its side 
showing off fll moon as we walked looking for piazza tripoli 
‘standing on the street so red it was low twas the sun it was 
‘grazie strachitella, sitting on the bench waiting for the 
burning and the hash for the sigareta. she thought of it and 
had time to look atthe stars she got to know them secretly 
imimatley while eating, after watching the salt which later 
became eye contact, somehow cherries in water and vino 
laughing, enrico said vai, low how we both full erany. eves 
that carry cheeks . pink sweatshirt, sunburnt right ea. 
needing to be understood and i was when the moon was red, 


‘when i took the straw and made the motion to blow icecream, 


she calls them sweet shots, enrico’s jacket, after chocolata on, 
borsa, he made the sign to die for. the beautys gone dark, 
‘wind misses softly. no fume. walking with other people you 
lounge. so flipped and we sat kicked wind now, next to 
sand where she tried on taffetas. the sky was making 
¢. rented a bicycle where she could see travel 
what i seein the distance isa rash of ble. what i 
seein the distance isnt what i feel inthe distance. picked out 
of spark, mangare gusto. do they offer their bodies the way 
they do sigarettas, he let the table dirty so people would 
‘now i hadn't been alone, smoking it down she still has an 
hour to go. garlando jade sandal 


he was sifts of powder gone lightly over. the day was open yet 
quiet this morning i called it closed maybe private, it let me 
in, it would let anyone in if they knew the way and his red 
bike didn’t stand out because he didn’t rev, collar out of 


sweater grip on bars, a bit of warmth settled on neck or was 


it yesterdays warmth. cowboy eyes. something 


Eines 
small being done. the pink villa. bringing the beach chair 
into the bar. que fait. what are you drinking. 
yellow clouds, a pitcher of water for daniella, pernod. and 
ice. softer tongue relaxed over shells. 4 sections of water to 
boil, al dente. giving 3 little girls lipstick, lara, marzia and 
sweet faces doing ciao. bougenvilla by 
the fire. all ite borders see cactus. the grill. melensagne. 
salsiccia. earlier pizza. arrived 3 of us the silver bike. we 


lf 
isa i when marco 


leaned to the left i fluctuated the right. off the bike, the 


make light and had a blanket. 


night, her pensione family was harboring so you say buona 


sera and walk past and then after going upstairs you realize 


ie 


the bathroom light isn’t working, no luce. 
aN 
go down and the mama is behind the espresso and she 


ayayayays and 5 minutes later the light is on. a warm stretch 


in the tub. 


melon on was giving herself away. the wind was beginning to 
hurt. when i got up from the chair once marco said i moved 
like an american. the blue truck could go off the road 


because he was the water. we all take our 


wind collecting. she’s a marine girl and should be careful 


picking cherries. ee 


yellow chairs on top of town. they tile their patios like 
swimming pools: they tile the roof. they tile something so you 
can see it. round corals took a swim. i look up thru the nose 
and there is the sun. her eyes invite themselves places. 
muscles out longing. i have a villa. when i stand up in the 
morning the world smells of calamari. so hot the sweat was in 
the pebbles, thought i couldn’t move, got to the water and as 
i swam was cooled by the movements. luci, luci, putting lots of 
sugar in the espresso. sitting on the cove of the rocks 
lushing. the night fastens diamonds. once i had warm fish on 
toast. pulling the pieces from my eyes as i used to do for 
shag. the edges of eyes accumulating. tile is a cool place to 
breath. yesterday in the cove reckless, barely the stones slip 
you in, plunge. later in the fish bath black stones came out 
the size of a question. they float birthmarks over skin. given 
to fate. somebody asks if i want something and i do. cactus on 
the sky baby. on top of a boat all the way to capri. lived some 
pink rocks. nothing hesitates to be beautiful. more protective 
the smell. cement with a seat of green tile. blue until plunge. 
lizards everywhere. large pebbles moon size. on an island, 
leaving is hard. mozzerella pommedore basilica grisini tornesi 
acqua della madonna. sprayed talk to rocks, really to ask 
questions and to see the grotto. capri sapphires glinting. 
white sand on the bottom and sun light underneath. the blue 
grotto. heads under. acqua, acqua. on the water sitting high 
up the hull, i was moving by rocks, pink grains. the longer i 
watched the more alive they became. looking should have an 
idea. the air continually cleans the rocks. these men she sees 
as iguanas, skinny to the water's edge. flitting stones it takes 
practice to walk on descending beauty. laps a bit of green or 
turquoise fills in. aqua, aqua, is now reccomended to suffer 
the heat and be reduced. relaxing under a cover for her 
head. black flint, took the curves not the steps to get here. 
some of the stones are of places. some of the stones are of 
time. the moon steps further. gathering the stones you threw 
off your body when you were wet. plagued. 


‘walked imo exposition so smooth, music you can't puta finger 
fn, no statement, glasses in mouth, i's all below. white 
drape, ifs where you live below. sand, these are the pieces 
you mate. is dust on your breath, it a question i can leave, 
i don't always bow when ie seen things twice, when the air 
hhas taken a break off what drives us. motion is accelerating 
side to side. ive been shopping again, black eather, yellow 
bows. the Body into tingles. a serious boy over. racing 
spinach ravioli in gorgonzola sauce outdoors in a place 
picked by sight eater. insalara radiecio, how do you stop 
‘motion, {walk slower, revolsing ina very old city, playing 
‘ith mation til motion wav all as. went into statues, 
lonesome for things that happened. trying to sit ina familiar 
place and ee it protected. siting sill has it moving, patience 
has alvays strangled me when i have to behave. romeo from 
calabria, ridiculous dizziness. ad to get indoors quickly 
‘because her mouth asin how she 

her eyes, this out of bala center and im feling 
tender 2 form tals, 
when i albergo fren. is my 
amico coming toni ‘noontime passing. my best sleep 
‘vas right after he left and the best light in the whole world is 
at 4:30 inthe morning. its a blue not everyone sees or hears. 
‘when milk holds milk and makes some. on my sde feling the 
‘moon doing a sling shot. ater the saw stopped smothering 
their worship the sun took place in the blue and tried to 
‘make evening, it must be 4:59 in the morning again. couldnt 
sleep the time 10 walk only one soul in red reading the 
newspaper, he pointed my direction and some water trom the 
hotel boy. i really came back to see the light from my castle. 
‘mosquitoes sucking i had to come back to something i had 
‘things wil insist. i should ie forthe blue as now it's 
coming: soon it as clapping. was horses. it was the blue 
light attending her. she Kept opening her eyes. didnt want to 
rift off serene and grabs against the shoulder. it brings the 
‘seeetest sleep. i was taking the sky changing, what wasn't 
‘obvious became defined, s0 fragile it had elipsed and evolved 
and centered red and enveloped until the next uncovering, 
‘shen night has you guessing. asleep inthe rest. she went 
Joking for the banks ofthe arno and went pink leather 
shopping. piazza de'donati is across from me i left someone 
Fast night because i was 100 filled. couldnt give any more and 
didnt want to receive. i didn't belong to receiving 
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: a view of life in Paris, France & Paris, Kentucky, 1983 


nto‘ the world and 


tofind out adventures, but the youngof Ken 


spe pride in 


pooypyys jo stuns ssojpus ogg fuxangy 


n Paris began 


hey gif they must go, and 


and as all roads lead to Paris, 


‘often they return... Kentucky has form and 


all of us are now there, 


tine both in time and space, in 


and I can begin 
hit 


za 
to tell what happened 
i 


hy. Perhaps the strongly 


marked natural b 


when I was of it 


which might be named personality 


‘As. child he moved all over the country, and s0 acquired, 
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< 
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is an artist's book by Los Angeles artist and writer Susan 
E, King who produces books as works of art at Paradise 
Press (RO. Box 5306, Santa Monica, CA 90405), This 
ook is part of series entitled When Two Worlds Collide, 
concerning the reality and memory of life in different 
parts of the world. It was produced in a limited edition 
of 150 copies with offset, and letterpress printing, early 
xerox technology, and hand bookbinding. 


suru bq 12908 243 wo Hop 4i9%9 Muy 3m 


attitudes 


learn ite 


tems quichly. He left Hine to 


ppenstance, 


atan early age, the ability to adjust to exch new place, and 


22d 5RRan 


I spent the entire third grade drawing gitls 
By theme leached Pars xenon ws 

in strapless evening gowns. The boys were 
ing abut the Manet exhibit andthe lve ter 

drawing battleships with anti-aircraft guns 
half around th ck, The wold bd 

aimed high in the sky, shooting down planes 
iscovered Manet end ny sore for were 

at the edge of the paper. In high school I 
confirmed whe ond pelfomong 

took Art I and made a painting of a gir! 
throng ofr love, bord th Manet, bored 

standing on a balcony in a european type vil- 
sth mono tat as cig led 

lage. I started looking for photos in 
hoa tbe lero coy panting and 

esto paint from and found myself 

pied the punting of Bebe Morison 

drawn to foreign life. I was learning about 
the ble 

art, My art teacher polished her fingernails 
thighs banded af tiny Ment woe 

and we spent a week making candy cups for 
tobe pecased, ost be gard bring 

the crippled children’s hospital. My mother 

told me about Toulouse Lautrec and I read 
Irae ad wed despondetyotinto tbe 

about café society in Paris, My art teacher 
beauifa morning light should bve done 

became engaged and announced she was 
(ht cote Ligh, before bee 

quitting her job. [looked at Gauguin’s paint 
iajoll 

ing in the Cincinatti Art Museum, Atleast we 


3. Ther escaped through the xt 


didn’t have to make party favors any more. 


‘The only hard bread you can get in Kentucky 
Cer aclnaon 5 Fence ina gaged 6) 
of beaten biscuits to eat with 
country ham. And it is more of a rarity these 
days than ever: a sort of symbol of the past 
Anoig whic ofthe cy loves ein in 
slories of life in the South, something to be 
the al racks chos: Bu fal te estab 
savored with mint juleps in your family’s 


lihed a roatine, 3 


is a packa 


mint julep cups on Derby Day. Alll the rest 
teed wal dum Ree Rebates ond pis 

of the bread is soft. The corn sticks, the 
mony ofthe saps toby bits dimer 

spoonbread, country biscuits, fried mush, 
calamari sd, fed aap ees «btle 

store bought white bread goes with soft talk- 
fine. On chico bree forthe day as 

ing, with manners, with the tempo of south- 
question of eat domes debate, Our 

ern life. You'll have to go over the state line 
ekg of en Erope sytolized by 

to find anything more aggressiv 
sins coches 


In the fifth grade our teacher told us how 
The urcetsof Par ebratd hie When we 
rude it was to eat in public, on the streets. It 
just couldn't manage to watk any farther, we 
showed a lack of proper upbringing. No one 
rested in aE on the dg of be Sine. et 
at the Paris Dairy Queen knew this. There 
and etched the light ofthe ate afternoon 
was always an abundance of double dipped 
Itself you need ontce ohn aout wt 
cones and corndogs in evidence when we 
atthe endo the cet. Wes everthing 
drove by. Pat used the habitués of the Dairy 
Queen to illustrate her points about the ef- 
aca cage tral bape atk 
fects of years of inbreeding on intelligence in 
fr flwers, end looked inaeed for tori 
central Kentucky. But that didn’t stop us 
pote of Side rite in Manerr 
from ordering hot fudge sundaes for our- 
Iv tok na teck ffir ot that he Pom 
selves. Nor did it stop the row of tobacco 
iden ad ben closed by student rote, 
chewing farmers in overalls from gathering 
but by onto 
in front of the county courthouse and com- 


menting on the world from their favorite 


vantage point. 


The trip to the river was a journey into the 
Frnces sid dfind the pe sd, Ande 

psyche of the place. We always seemed to be 
dio the meighbortod etearant es frat 

driving there on warm spring evenings, just 
tc col ile at ead igh a Pal 

cd to get cool. After miles of 

Parpl dak onthe renin 

twisting roads through the fo 
leet, tettoned with sents ad trier 

we came to two choices. Either the uptown 
xneger, Only te before we'd ben bud 

restaurant, looking presentable enough for 
“elon the siden rnt ofthe saan 

our mothers not to be worried, or the dive, 

the roadhouse, which burned to the ground 
eiper be me hat ust coulda 

periodically, where someone had been 
be ranste. 

killed, where you had to walk through the 


ast prot 


fen Master nad, trying to 


bar to get to the back porch that hung over 
the river like all the sexual desire of the sum- 
‘mer to come. Someone once told me that the 
two restaurants had been owned by two 

eof where to 


brothers, which made the choi 


eat even more complicated, We always chose 


fried banana peppers, a pitcher of beer, two 


steaks for $5, and the roadhouse. 


10s 
amionau 
Vensaittes 
ends 12 Tat 


read history in advance of his asival, and came prepared with 


: pov yoy mo uy pao aan paw 


civilization 


‘Asa child, my mother had been forbidden 
at arms in Kentucky spent ter days work 
to see certain movies. She went anyway. In 


5 dn. Aly bas ding someting Monty iv 
H the mid 1950's, my grandmother criticized 
: ‘the cen cng oneness ary of is 
a my mother for taking us to see Gigi. It was 
E tes, preseroes, Print sleeves old ep, 
e the only time I saw them disagree. After we 
5 covered with flour sack aprons, Working Al 
i saw the movie, I thought my grandmother 
sees No sting onthe Champs Elyse in 
could only be upset by the scene with a girl 
some smar ef, drinking 
singing in a bathtub. I was shocked to learn 
sity conversations French am, no mater 
ae years later how upset she'd been about 
social order 


‘ow old covered by bck ere slecve 


Gigi's dilemma: whether to lead a wild an 
fatering rec fin. Never et of se 
exciting life as Louis Jourdan’s mistress, to 


swear elegant dresses, and drink champagne 


every night at Maxim’s. Or a more proper, 


in advance of every event, and that they arrived atthe day's decent calling. Either mothethood or 
MUSES NATIONAUX (Muses NaTIONAUX = spinstethood. At age nine, I was too dazzled 
Si__twasmions ExPOAITONS gS 
3 Si ENTREE , 7 ENTREE i by early Technicolor and the big screen. I 
‘= tbr 15F PS 
= / = hadn’t gotten that part 


Kentucky is always the same, somchow. I 
trast Michel's iden opto Pars in theft 
moved to Si rm in Paris after a few 
lee He ns ver orgnied bon the whl 
days in town, Once there we did the usual 
thingerbeaeys i He studied Fone all 
things: have breakfast late, plan a house 


teint in anticipation 


dried over what 

party, and talk about the crops and garden 

that year. The day I went looking for old 
tee oul’ othe fen teat 

photographs at the Bourbon County 
derstand ony 


dw 


ig Ihr de oo the 
brary, it was so hot all we could do was rush 
home and make cool drinks. It gets that way, 
wwory tall about be we would de Thad’ 
sometimes. Susan says lots of times and has 
studied renhsnebigh school in Ket 
theories about the weather's affect on e 
1 prepared by trina sunt to mak book 
eryone there, I always agree although I've 
bout Poi and boped for the best on all 
usually forgotten. So this is an attempt at 
outst Pris ang up x my sleep, spot 
remembering, Remembering everything, 
fos hing side of tering uiding. 
and making it into a book in yet another 
snd ened these 
peculiar place, Rochester New York, during 


May of 1984, at Visual Studies Workshop. 


The Successor to Cornell: 


The Art of William 


PADDANE Ul 


Jeffrey Browning 


Of necessity every one of us is responsible for creating our own unique world, from childhood 


onward. History and cultural anthropology tell us that the possibili ited, 


ore virtually u 


Unhappily psychology demonstrates that the personality is shaped by repression and that increas- 
ingly with age and experience most people act more and more conventionally. Indeed many 
people derive their entire sense of self and security from dressing, tolking, working, living, and 


especially consuming as much like their friends os possible. Even their criterion for friends! 


result from an infle: 


conformity. Small wonder that conflicts of sex, class, race, and nati le, 
defer 


Artists, however, emerge from the gauntlet of societal repression incor 


ive, and frightened sense of self. 


ly unrehabilitated. 
Merely to propose the infinitely rich potential of (unconventional) experience is considered icono- 


clostic at least, if not actually anarchistic. New experience is of course won at the expense of con- 


vention. Having wandered from the straight and narrow path (if they were ever on it at all), artists 


are convinced that their experiences confirm their own exceptional individuality. Hence they 
become obsessively concerned with primary creativity, very offen to the exclusion of all else but 
adequate food, clothing, and shelter. Two particularly important early experiences started the 
young William Passarelli down the road to ruin. By the age of nine, the artist has stated, he was 
already such an “incurable collector’ that he was forbidden to bring anything more into the house. 


Jeffrey Browning: William, tell us about your Italian immigrant grandfather's junkyard at home in New York. 
William Passarelli: He had immigrated to Manhattan around the turn of 


a the century and set up as 
a junk dealer on the lower rss 


side. Business was good but the family decided to move out 
nd 
riage. The move to Westchester County was propitious, 


of Manhattan when a daughter was un over by a horse 
By the time I came along the “Port Chester Waste Material 
‘Gompany” in the lalian community of Poet Chester, was 
lange and successful, As was expected of the oldest male 
sranuehild, by th 


age of seven or eight | was “working” at 
the junkyard, sorting every imaginable material tobe baled 
by type. There were separate rooms for pape, wood, vari 
‘ous metas, and cloth, Nov its called “recycling,” Ispenta 
lot of time looking at magazines, 1 could hep anything 1 
wanted and filed boxes fll of staff to take home It got out 
‘ofhand very quikly. 

1: Your uncle's house also seems: to fave made an indie 


impression. 
WP: My uncle lived 
the Stick,” Rumor had it that Sammy could get anything, 
legal or otherwise, and you werent supposed to ask how 
he gotit, I grew up in suburban Rye ina 
homogenized environment with reproduct 


frooklyn and was known as “Sammy 


ican antiques and anything ethnic had been reduced 0 3 
minima, There was some embarrassment as tothe source 
‘of grandiathers wealth, and i was impolite to talk about 


junk of Sanamy. So it was as an outsider that fest 
sae Sammy house 

Vietully all activity in the house occurred in the base 
sven which was entered directly from the driveway, Aske 
ing to go the bathroom, L was diceted upstairs tothe frst 
oor, It no exagages 


jon to say that what L found there 


‘was another workd, Samuny was very sleany andl his taste 
was so bod 


tocallit“gauche” or “nouveau rich” would 
‘be too complimentary: Overs 

‘of t might have been called kitsch, But tha isnt what was. 
-soastonishing. Everywhere locked everything everything, 
‘everything was covered in clea plastic vinyl The toaster, 
“Miamaster, sofa, chairs, loorlamps, everything a5 cov 
‘ered in custom made vinyl covers. Thore were even clear 
Vinyl runners on top ofthe carpe 


he best 


vas vinyl heaven, 
ly [thought that the upstairs was only used on spe 
ial occasions, but later when their daughters wedding, 
reception was held in the basement, Izealized that nothing, 
upstairs was ever used, Never 


TB: AL your granifather’s junkyard were you as fascinated by 
objects as muck as ly maaines, where presumably you were 
“ntoduced tothe worlds of art an sex? 


WEE viewally had no conception of art at that age and 
‘even though the junkyard was a veritable superfoundation 


als and textures, was much more 
interested in Books and magazines, especialy lurid 
magazines such as Confidential For the most part collected 
ri 

1: How ot cere yo when you sae the 1961 New York Museum 
fof Modern Art “Assemblage” exhibition and what impression did 


itmakeon you? 
{WPL was.a junior in high schoo! and the exhibition had 
wdows celfect upon me. I had never really been 
interested in conventional drawing and painting and with 
this exhibition {realized the virtue of ordinary objects and 
the possibilty of making att without engaging in trad 
nate with my first sig 
fifcant exposure to art when as a sophomore én high 
school 1 was required t0 
Mabel DAAmico, whose 
tion att 


tional media | was extremely fo 


Ke an art class, My teacher was 


ushand was the head of art educa 


duseum of Modern Art Merattitudes were very 


in fact her own work was very unconven- 
tional, being made from glass she found an the beach, got 
«crash course in mod 


that first year T 


with my fist ealexposure toart became familiar with pros 


Museum of Modern Art Following 


emporary art aswell as had immediate access 

asitdid my dawn 
year before, I was 
for maximum impact with the Assemblage exh 
tion. tt was ike a big green “go” signal, From then on Ijust 
‘wanted to make things. I had a studio fn the basement of 
ry house and was actively making art. Anything that 

id pin a cola 

ssemblage. By then I had been tothe Museum of Modern 
an 


wast nailed down was ikely to 


10 many times that I had memorized the layout of each 
roomand I waseyshusively interested in modern ar 
18h you ist ik tat yo ould Beam artist? 
WP: The turning point was when I was about sixteen and: 
someone brought me abu full of art books fro 
that had turned up at the junkyard, All of th 
[M.O.M.A, books andl catalogues were there as well 
ns 1 distinctly 


two original Bauhaus publi 


remember Fantastic Art: Dada and Surrealism, as well as 
monographs on Arthur Dove and Walker Evans. There 
‘were more than fifty books in the collection and | pored 
through them constantly, With the exception of the 
‘Bauhaus books which {latersold still haveallof them. 
8: Moving toart schol that did you stadyt Pratt? 
WP: Pratallst Actually I decided to go to Prat because it 
had the most Bauhausian foundations course. had an out- 
standing drawing year, Gabriel Lads 
With reference to anatomy or academic structure he would 
say things like "Once you gett fonget it -." whieh made 
perfectly good sense to me. Asa sophomore I satin 
Richard Lindner's advanced painting classes. didnt enroll 
28 junior although I continued to 
Juniors and seniors primarily painted and I didnt want to 
do that, nd anyway Thad pretty much gotten most of what 
Pratt had to offer. By then, too, much of my education Wasa 
dlinect consequence of fen Manhattan. Artists were being, 
touted as personalities and you could count on running, 
woody who was anybody: at Arthur's (New York’ 
fist dscothequc) ‘rat WatholSs Factory. 
18: After teaving schoo you eorke in New Yar’ largest indus 
try fashion, and avery personal atitude toed clothing woult 
Tater strongly aft your work as an etst, Hugo wuld you 
‘hractrize this period of your if? 


fn on some classes. 


WP: 1965, 7, and were by an lange a continuation of 
‘my infatuation with New York pop culture. Asa child ny 
parents never took me to Manhattan and from about the 
‘mand fourteen I would hop a tain and sneak 
without my parent’ knowledge. had heard 
such gothic tales aout the subway that Iwas afta ore 
sof had decided t0 go to Washington Square I walked 
allhe way downtown fom Grand Centra Station. On one 
stich trip at age fourteen 1 met and became fricnds wi 
Diane Arbus. remember thinking that art didnt necessar- 
ily have to be pinting oF sculpture. 
learning atleast as mich frm living in 
{rom going to school. By my junio 
longer enol, you might say shifted ajo 
[New York. Two things happened at ance at exactly this 
time. The emphasis upon youth was Blown completely out 
‘of proportion and there was an explosion of interest in con- 
temporary art I the case of a number of young artists, 
these two phenomena overlapped. Anite became eel 
sities, As 8 well known, at that time Mecca was the back 
rom at Max’, ehere you cou meet and tak to the 
contemporary avantogane. I'm sure that atone point f 
‘went there every night for eight 
1 worked at one of the best boutiques in Manhaton, 
“Splendiferos,” and my reputation was that | knew wha 
wis good. 1 dressed. people, There was a tremendous 
emphasis placed upon looking good and foshiin editors 
scared to death that they would migé something 
Important, o find ot too lat. The situation waemore than 
litte absurd. Certain people, myseltindded, simply dic. 
tated what vs hip. Oseasionsly for mowmamusement 
jirand pass it onto 
cland or another editor at a party or over the 
Phone. Almost invariably without alting their false 
‘eyelashes they would agree with me an the atest fashion 
imperative was duly documented in the net ss5ue of 
Vogue o Hazan: ironically tha was sufficteto launch the 
new direction The result ofcourse was that Féame to think 
‘of fashion as completely ephemeral and Yansent, Iwas 
ors iterated in pertonal stylegn dante aie 
of expression than in fashion per se A person could spend 
“vortune on fashionable lothesand tillnot have style 
18: Alot of your work inaoloes aces cloth. To clarify thee 
reaming aad fo prevent any ambiguity with fashion, could you 
latoate upon the diferencebetce feshion and personal sti? 
\WP: Fashion tendsare ephemera bat lothing remains as 
evidence. Evidence of personality Evidence of fe Even 
a dewliet, who is ecetaily not fashionable has a personat 
‘tole Clothing isa ind of historical record which conveys 
«great deal of information, Information about age, cass 
IMe-sye,sexsal attitudes, personal identity et, whether 
‘or not the tile of elothing is fashionable. The word fash 
ional almost requires quotes because one might wonder, 
fashionable to whom? Every ls race, age froup, ee 
2 diferent and conflicting sense of fashion they cae at 
all, son the end its unimportant. Whats important isan 
individu sense personal style, ther identity, 
1 Your wrk then aout entity aid he personal wales of 
the peuple whose clothing another oscssons you we in your 
WP: Yes, through my intervention. Without my involve: 
4 would morly be display. The conception, the edit: 
the making of pecs ial mine but take eee not to 
the object. 


at Prat L938 


ew York a8 138 


fear, when | was no 


samonths. 


IRONING BOARD PIECE, 1975 


18: tt wast tis time tat you met Hannah Wilke. How important 
teas your frcndship with Hannah and, dnvah her your early 
exposure tothe orkof Claes Oldenburg? 
WP: Hannah Witke was incedibly important. She is 
undoubtedly one of New York’ leading at teachers. Amaz- 
ingly, when { met her she was teaching high school. What 
Hannah, by example, allowed me todo wasto make a 
is personal. Her artis both political and highly person: 
‘There was no separation between her lfeand her att. Her 
life Mowed seamlessly into her att, Her life was hi 
“There were vieually no perceptible imitations, Artis no 
Jess than urgently ne 
necessary than food or breathin 
to her personally. All mes 
tered upon herart.Everythingelse wassecondary. 

‘Alon with Hannah, Claes Oldenburg, whom she was 
seeing, at the time 
‘model. loved the man and I loved his work. Oldenburg’ 
Jove of objects validated my own interest in objects. Seeing, 
his work progress fom carly deawings through all stages 
‘of production to installation in glleriesaand museums was 
profound influence. 
1B: Wis the “Ioning Board poe (1974) your first sculpture 
ng clear vinyl, and did you make conscious connection with 
youruneles house? 
WP: Yes, that was my fist sculpture using vinyl but I had 
already used vinyl on earlier pieces. My fest use of vinyl 


sty for Hannah, Certainly 0 tess 
ind alot more important 


structure in her life een 


as of major importance as a role 


was a randomly composed wall picce of mail | had 
received. then went on a week 
{hinginto vinyl, the continuity Beng that everything used 
‘was my own persnol possession. Ever since twas eid 
had collet things and although had persona connes- 
tion to everything owned I et burdened by tal Freezing 
things in vinyl was very berating because it Wasa kind of 
Sexology obsession with collecting. Nothing was 
to get rid of some: 

Into plove.Posessions exercise 
their owners and in this ay} wa8 
able to make my ow statement, rid myself ofthe burden 
‘of possessions, and move on toother things 

Inanswerto thesecond question, nol didnt consciously 
think of my une Bouse uatl soon thereafter when 1 
‘began doing faritue 
oo. re 
taneous? 


binge sewing every- 


18: Was ita this time 
Ee 


Wiliom Passorel 


photogrophed by 
Merk Forbin 


Sen Francice, 1986 


THOUGH HE WAS PREOCCUPIED HE 


wre ves, 
pening together. Not having blinders which would prevent 


ofthese observations and directions were hap: 


sme from doing anything but painting or sculpture 1 was 
free todo furniture or anything else. The mood of contem- 
porary art was very much away fom painting and toward 
the objecthood of sculpture, My own personal impulses 
have always been away from traditional media and against 
conventional aesthetic attitudes, With the frst chair { 
decided that art should be utilitarian and I remember going, 
throogh my house looking at every plan 

potential site for art was particularly interested in areas 


and surface asa 


CONTINUED TO DANCE, 1986, ¢ 


that had not previously been wsed for art. Shower curtains 
forexample 

TB: Conceptually, there «connection herewith Rauschenberg’: 
“Bed,” although nothing you've done looks anything like it. Ot 
ously Rauschenberg was making art out of his ie and every day 
begins in bed. Was Rauschenberg conscious influence om your 
work and were you particularly interested in making at out of 
mundane experince? 

wi 


No, Rauschenbeg was not an influence. In fact Ive 


says thought of Rauschenberg as “art damaged,” mean 
{ng anyone who projects their conception of art onto the 


LOUNGE CHAIR, 1978 


‘world without being changed by the world in the process 
Instead of expanding openly out into the world Rausche 
berg reduced the: 

Rather than being specifically or exclusively interested in 
mundane experience, would say Lam primarily interested 
jn new and unexplored areas of experience, including ordi 
nary experie 


JB: Rauschenberg’ method of extending the boundaries of art wae 
ty sncorporatin an objet such asa reve a stuf goat sto 


‘hn artsrk which he forces the viewer to read as art by panting 


‘ver the assembled frm. Toa leser extent Kurt Sciitters did 
this before Reuschenbery and subsequently any other artist 
uve used this method Surprisingly you ter able todo this ith 
ng paint, although you retin & number of puntely ele 
iments such a color, pattern, texture, graphic quality, and ahve 


al, gesture te absence of paints the vinyl intended 1 func 


tion like a stretched ox 


temps 


the resentation and 
heighten the perception of the workasart? 

WP: Rauschenberg may have extended the physical bound: 
aries of art but he did not extend the conce 


ual bourid- 
aries of at, Like Schwitters, Rauschenberg i a formalist, 
ng their conception of art, they reduced 

ments oftheir art. That again is 


Inst 


sof expan 
the world to mere fo 


what T-mean by “art damaged.” Where they reduce an 


object to an empty form to be casually painted over, thus 


lating the object without ever questioning their cavalier 


se of it, my art undergoes a conti 


transformation die 
tated to 9 considerable extent by the object itvelf. Rather 
my art, Ladapt mya 


ipulate an object. It is much more 


than adapt the object 


tothe: 


bject. 


difficult 4 realize ts mystery. By manipulating an object 
yout deny its mystery and Lwould never do that 
The purpose ofthe vinyl isto heighten the percep 


8: 


mmeiacy of real 0) 


Independence of conventional punting medi allows the 


ts which you 9 


at rquired to translate 


Int sink, andthe absence of the state form of stretched canes 


lexces the 


ture ofthe fallen lth unliinshed. Fm temp 


ted 0 laugh ent ll wher think hat your ving pees could be 


Insany sony relat to Abstract Expressionism, but ts everthe 


less true. You share an emphasis upon the dicret a frozen ges 


swith tongue in check, a umber of your works ae vite 
aly action paintings, The biggest diferencef that the everydag 


experience oft 


wry ne wh sees your 


ng is shared by 
iwi, ohich iat the opposite of the spectrum from the exalted 


of Pollok, Kline, and deKooning. 18 it the low and unpre 


1 storia 


tentious quality of vinyl, ashich so obvious lacks 
‘associations that especialy 
WP: would argue wi 


rable extent much of the best of twer 


pels to you? 


h the term “low” because toa consi 
eth century at 
fine 
art.” But, yes, the absence of precedent in the use of vinyl 
adds to its impact, thats what makes it ight. Even sehen 
‘am not explicitly attacking cliched attitudes about ae stil 
favor anttraditional forms. One of the most att 
things about vinyl is the ionic and implied criticism of 
packaging in contemporary art. Noone adeitsit but all the 
stars are packaged, and every deal isa packaged desl, At 
the very least we mightaswellalllaugh at ourselves. 
B: An intigus ition in 1982 Dallas interview points 
to your obsession with gesture, You said you love the unconscious 
putterns erate shen a person undresses and casually loses @ 


involves a demythification of the archaic notion of 


garment onto the floor or ares chair orb. Later you sid you 

spent hours dressing and undressing t se haw ach hig fl! 

You've ben ound out, Mr Casual! You ani 

WP: Its doubtful that in art anything is ever really casual 

Its the look or the suggestion ofa chance gesture that is 
ves at 

‘consciously and, ironically, as in the case of paint-drips, a 


n Thomas! 


sought, not necessarily the reality. The effect is 


_genuine accident might be lessconvincing than a contrived 
‘one. Generally 1am secking the optimum visual result, not 
a true record of incidental fact. At is artificial The haedest 
he work look like 
and drawing shard, 


thing with the elothing piecesis to make 
an unconscious act, ThatSslrasiny 
IR: Hans Arp made similar experiments with chance but with 


less emphasis upon gesture an, of course, not 


vite 


(Duchams experiments with chance were rigorously antiaes: 
itis explicit that you very carefully select 

ing for its painterly atridutes, anticipating 

the “ecidental” drape or tuist ofa stripe shit sleeve ora grid 

uttered pajama baton. 

WP: Very often with the early clothing pieces | was working 


thet.) In his co 


‘ach article of 


‘with modular elements, Socks, tshirts, Bot tes, and litle 

Bil dresses were all chosen for thee visual properties and 

‘witha strong idea of what the work would eventually look 

ie. 

JB: The chance gesture of discarded clothing might suggest avery 
ange of xt 


suggestion. Your patterns range 


Tinited vocabulary. In fact your work sa vigoo 


tern, colt inagery, mood, a 


1m stripes and grids to floras, and your olor extends fom the 


boldness of Pep andthe sumptuousness of Matise 10 a subdued 
and minal classicism, Beyond the formal qualities of your cork 
the in 


is particulary suggestive. What is your eling about 


the relative importance in your work of formal ands 


qualities? 


WP. Thats very simple. The object oF 


ile of clothing 
should dictate the form and should only be realized by the 
work and never violated by it, Formal consi 


only means, not ends. When ends become forma, the fort 


isempty 
1: One ofthe most poserful suggestions implicit inal of your 
work i the absence ofthe person to cam the clothing o 


personal eects: on 


wd. Espocially the work invlei 


Howdelibrate this? 


highly ge 
Wr: Again all ofthe 
fs th 

tosay thata person s what they leave Behind? 


siete aes nates ede, 


animal who invented history sit any exaggeration 


1: Does the meaning ofan atc of clothing ora persona object 


derive fom it place the ices ofits absent 


‘WP: Allyalues are ultimately humanistic values and hence, 
essentially emotional values, Objects, especially personal 
‘objects, carry a lt of information about their makers or 
downers, but hopefully the new work demonstrates that 
objects have li 


18: There are considera 


ol theirown, 


parallels n your work with scilogy 
neutral anthropology Do you hae a sense of gathering ve 
tu infor 


ton about people youl never meet who are perhaps 


a and chase only remaining traces of existence are thir former 


BOYS T-SHIRT STOOLS, 1979 


closely, 
2 in fat, mportant things, posible 


ch you are asking ust lookat and considerate 


merely as thrcaways, discards, and jun, bat 


tally important? 
WP Extremely important. In science there 
neutrality on the part of the observer in the 
objectivity. In art 


a concern for 


eknow that wecan newerbe neutraland 


thatthe very concept of obj 


is pure 
he mystery that it veils. My 
focus is upon the objects themselves, however, and not 


fact pursuing subjectivity for 


their former owners. I have $0 far deliberately avoided 

using clothing or objects belonging to known persons. A 

‘work, for example, incorporating adress belonging to Bile 
ali 

meaning would almost be impossible, I hate nostalgia. I's 


la, Any other 


lay would be compromised by nosta 


somindless 

‘The true source of meaning is inherent in the object The 
power of objects can hardly be overestimated, It is much 
more true to say that objects possess people than vice 


versa. The idea of possession is an illusion, No one truly 
possesses anything, But objects do have power, and itis this 
power in objects that lam tying to realize. Do you know 
how vast thatcan be? 

1B: The i 


irk and bys ad men ad women whose a 
nr work suggest growing up, getting older, and 
dy tei absence, dying To chal extent $8 your work about fos 


seyoration, and dewh? (This question soa asked first thing one 


morn we resumed the inte 


mediately brought @ 
big laugh anda comment, “Hosvy duty!” from Pasar, whose 
in.) 

WP: Loss is vital. Loss is reavenating, Loss is healthy. Loss 
promotes change. One eolees through loss, Loss is essen- 
tial, even desirable, My work is far more about life than 
about death. These objects are what remain of the 
th these objectshavealie 
of th 


puesto move the oppsitedre 


owners and more important 


r own. Objects do not dic. These objects function 
symbolically and do not refer to specific individuals 

18: Generally your work joyous and I don’ think oft as somber 
at all, Perhaps: th 


toes of these peopel 


ease your wrk sem to celbnte the 


ing us insight into teir personal watues 


ana identities, Ando 


urs al of ws have ur ow persona ord 


ropulate by solar 


hing and objects eit Beeause you ares 


{inspired by theseobects hat your works inspiring to look at? 


WP: Joy and inspiration are dificult areas, particlany i 


the late twentieth century. Irony, sarcasm, “angst,” and 


ven cynicism are more charactristicof the bulk of contem. 


porary art Joseph Cornell and Georgia O'Keeffe indicate 


thatitis possible but they are extraordinarily difficult 10 fol- 
love In the 1980 
t09 c00l for our oF 
sophisti 
fay and th 
Well I don’t think were as tough as we act. 18 
Iesbeating 

‘But because of our embarrassment itis more dificult t0 
bbe joyous, to be inspired, to be sincere, to be spiritual. 
When it doesn’t work it isnt just bad, its terrible! For it to 
‘work it has to be smart. Anything. personal is dificult 


are embarrassed by spirituality. Weve 
n god damn good. We aren‘t neatly as 
ed as we ike to think we ae. We winceat sincer- 


k the source must have been born yesterday 


ota heart 


Humor can make seriousness accessible. Too of 


and sarcasm are put-downs, That's too easy. Humor ean, 
allow for the personal, comedy is more difficult than 


tragedy 
1B: Is your work indirectly about change because everything 
‘changes, leaving only the things that you incorporate int your 
ork? 

WP:Aes. 


JB: Is gesture simply the 


st grap 
WP: For me gesture involves a change of tense. Present 
rmovementis fazen into past tense, 


form of chan 


Boxer sHoRTS, 


sPoRTS PIECE, 


Jie The word acumaltion” recurs in your nteroices, remind 
ing ne ofthe French sculptor Arman. His work tends tobe mc 
less personal than yours and is often specially industrial As 
Afferent as your works, ws Arman an inftance? 

WP: Ive seen his work but it didn't interest me enough to 
earn more about him, He seems to be interested in quan 
tity and similarity. Charaeterstically he violates the object 
heavily ~98 with iis eut-up musical instruments, He hits 
you over the head, I don’ like his stuf at al, 'm soft, he 
hard. 

Jt: Your “Fal Clething” (2981) a piece whi uses all ofthe 
clothing you sore at tha tine and again wderscores hoe per 
sonal y 
WP: The “Fallin the title isa play on words, The reference 
is to falling, fall colors, te fashion season, and to my ges 


tural work: Like all of my’ early work using clothing, they 


‘were all my clothes, By using the things you care about the 
most you are liberated by theirloss. The more you give up 
the more you get back, Very often you can only move for 
‘ward by letting go Ifyou cant let go you're stuck, 

10; Do you fol that now al tat eft of your if fom fl, 198, 
part from friends, i that ince and any other at works 

you made at that te, hich you nolonger possess? 

WP: Of course not. Loss is liber 
tragic as it isa matter of transformation. It isnt loss ithe 


and is not so much 


sense of suffering, but as a means of survival, One sur- 
vives, had to work through those things. They were a way 


toknowledge. The virtue oflossisdeliverance, 


TB; So is your exer fe not 0 diferent from the lives of ther 
people whose identities are oly knoton by the things they lense 
behind? 

WP: There isa complete and fundamental diference. Most 


people sulfer loss in the conventional, tragic sense. But 


someone who is conscious ofthe Importance of lss, who 
learns from his experience, transcends the loss and in 
doing so achieves liberating growth. 

Inadaition to my approach to loss, fer radically from 
most people in my delberat 


‘opposition to conventional 


am attempting a reversal of valuesby denying co 
ventional material values, I'm proposing a new material 
value, a poetic value. Habit, convention, labels, monetary 


completely false and prevent us from ee 
ing the much greater truths of poetic value 

1B: Your own identification, sensitety ad tnsight nto hese 
jets is strong and intimate and personal that I eonder if the 
line between your own identity ad ose sent poop urs, ar 
ticularly becouse you become the Beneficiary of the objects in 
luhih ther identities reinvested? Responding to these things do 
you sometimes, lik an actor, become a ttle boy or gi ora oli 
Iman ora glamorous young woman? 

‘WP: I believe that all men are partly ttle boys and that all 
‘women are partly litte girs and that through experience 


‘we achieve some insight into the opposite sex, and f 
that composing our own worlds singly, each of us carsies 
all of that with us, But be careful not to exaggerate the 
‘importance of identity at the expense ofthe nature of the 
‘object, The important thing i direct communication with 
the object 

1B: With the gesture of the clothing pices deriving from the act of 


tundressng it sno surprising tha recurring theme throughout 
jour work is eroticism, Along with the clothing piees, your 
shower curtains and furniture alco connate aies. The most 
explicitly erotic work you've done was the early shoe curtain 
witha grid of urd paperbacks. It was bold stroke to combine the 


wonderful illstatd covers witha fnetional clear vy! shower 


curtain. Did the ving itself suggest the iden of doing sorser 
WP: 1 frst discovered shower curtains on the day that 1 
‘went through my house looking at planes and surfaces not 
‘ordinarily used for at. It was inevitable. I iked everything 
about shower curtains. They are lange and re 
‘aren't hung on the wall they are utilitarian and had no pre 
vious art associations. The fist one was with pencils and 
there are two with paperback books. The theme in my mind 
was white women, tts and ass in gen 

18: Ard the ot ro agen shower curtain? 
WP: Those cars tome of folk art in America. They 
sculpture in the purest form. By bringing them into 3 
sale on of them a8 art. respect 
them as equal tothe best “fine art” sculpt 

JB: What was the motivation behind the record album shower 


angular but 


and getting 


Twas seeking recogn 


LWP: They are all heads of black men with processed halt 
and big lips and the intention was to juxtapose them inan. 
‘exhibition with the cars and the white women ~ the ult 
‘mate taboo, A statement about American pop culture 


JB: Each ofthe more than 200 litte sits dresses have prove 


tively mised hems, To the visual gesture of the casually draped 
sorment you have added the physical gesture of litle irs whe 
Iie to raise their dresses, These pieces suggest tat you are 
intersted in inmocence aad naivety and pont oul ta our sexual 
‘entity bens in childiood ed hat sexuality cn be nace 
WP: Atits best its innocent, When it 

This sof course the ultimate defiant act ofa itl girl. After 
Thad done these piccesa girlfriend brought mea childhood 
‘photo of herself with her dress aised over her head. 

18: Developing the theme of feral sexuality, red, Me, and Back 
panties and bras and silk and satin night 
private, feminine orld of pampered elegance, Nomen knoe very 
sell that men sent lose about half oftheir intelligence quotient 
in the presence of lingeieclad female and they tae adantage 


00d its innocent 


ware suggestive of 


of the fat, William, 1 know that you consider women to be 
priv 

your favorite women and why? 

WP: tn answerto the “who” there could never bea list long 
enough. As for the “why” I would say all ofthe things that 
‘make them different from men, 


ed eings and are especialy fascinated by them, Who are 


i; Contrasting distinctly with women’s underwear pees are the 


works incon men’s socks, shirts, pajamas, and borer shorts 
Indeed there i world of difference betaven socks and stockings, 
shits and bras, and boxer shorts and panties. Whereas the 
seomen’ pees are definitely sexy, for me the men’s pices seem 
sores ens 

WP: There is humor in the work but my motivation was to 
are allowed tobe soft 
about a man that is soft must not be 


show the only things about men th 
Ordinarily anyth 
revealed, must remain hidden. Is what men 


veto hide 
and women don't that makes women so much more 
interesting. 
IB: The litle boys t-shirts and bow ties are autobiegraphical 
eons Willi Pascarell i ell and can wear boys clothing, 
The bow te pec (1977) ia forte of mine. Se inte strip of 
clear ving, i: mounted overhead othe wll al spills across 
the loot. cominnens line 27 fet long, Symbolic st has "It 
He man” erittenat ori 

There are about 600 litte boys" striped Lshits incorporated 
into various works by Passarlli and they are possibly his 
strongest graphic statement, Some ofthese are very reminiscent of 
Dubufe’s paintings. Was he aconscous influence? 


FALL CLOTHING 


WP: Dubuffet was nota conscious influence but did notice 
the similarity long after had done the work 

18: Tells the story about Elo Frac 

WP: In bri 

number of the tshiet pieces, They were then shipped to 
Milan where they were presented to his designers. Using, 
my work asa stating point, the Fiorucci designers created 
new designs for quantity manufacture, Thus the original 


fr. Fiorucci came to my studio and bought 3 


shirts, which were outgrown by litle boys, generated 
new tshirts which would also inevitably be outgrown by 
other litte boys. 

Us problematic be 
the artist is sometimes victimized by narrow commercial 
interests. The commercial angle ty breaks 
down the creative process, In the 1980% the situation is 


1 in search of a larger audience, 


made even more ludicrous by artists who aggressively 

prostitute themselves, I wort name names But his initials 

are Keith Haring 

JB: Given that your early pecs in 

you noticed your clothes ping pom 
it yo ave dat a To of furniture, mst oft 


ving clothing bee wen 


ech beside your bit 
fs nt surprising th 


hairs, stool, benches or sone modular form of satin. Seu 


ally these shapes are characteritcally very simple and ae relly 
‘only vehicles forthe gestural and painterly quate ofthe lth 
Jing sith which they are covered, From this prspetioe even a 


Airecors chair may be sen a8 a virtual “stenil” of chair. You 


wer ding furniture lng before the recent woe for ar furniture 
care tocomment? 

WP: Ive never considered myself a furniture designer. 1 
wasn't really making furniture, Furniture is only one of 
many areas that I have worked in, the ésue being the 
appropriateness for the expression ofthe iden. Specifically 
fn the case of the furniture pieces, growing out ofthe obser- 
vation of my clothes draped over a chair, wasalso looking, 
ahead to other people sitting on them and draping their 
clothes over them, 


Esrly oni as important to show that art wasn’t merely 
something to be hung on a vall above the sofa, that in fact 
art could be anything, Now that people are seeing at fara 
ture instead of addressing the art they calling ita chair 


1B: Your impulse often seems to derive from murane objets or 


experience whichis not suppose to be at, and, of course, your 


hart out of irons, sok, paperbacks, magazines, baer shorts, 


Leshirts, ete Since you were elebatng lst was low and show 


ngs hat is portant, 
gorks as high art, prefering to do futons 

plves suck as shower curtains ana furniture? 

WP: [dont equate the term “high at” with non-functional 

art works. The only difference and "hight 

arts consciousness, and ina Kurt Schwitters collage, tash 

off the street is very 


you uncomfortable initially with 


presenting such 


high.” I was doing functional and 
‘non-functional pieces simultaneously and made no distinc 
tion between them, 

8: Moving onto your new sculpture, you did somethin 
‘which plunged you ino a Kind of esthetic vertigo, After te 
years using vinyl, you began to make at sithout it Your one 
other “signature” was tat you do furntie. "Get ridof al a, 
says Possarlli, specially now that its ok, to do at furniture. 
With everything going into the ie did you plan to walk across 
eho coals? 


recently 


WP: Thismay sound funny five hundred yearsafter Colum. 
‘bus, but the world isnot flat. Much of my’ work has been 
about painting and painting issues. Ideas, “pictures,” and 
‘modes of perception are personal interests. Fe always 
thought that realist painting is kind of dumb because even, 

he reality I could never bring, 
imyself to copy anything. Nevertheless, 1 have a strong, 


the best lacks so: much o 


{interest in painting and art history and Fve been research 
fing “trompe Tocil” and stil fe painting, The easy vinyl 
pieces I thought of as stil lives. ove Peto and Harnett, 
lthough Iam more interested in perception than in “foo! 
the eve” trickery: Very often in “trompe Ioeil” painting the 
separation of canvas and frames made ambiguous by con~ 
tinuing the 

iMusory frame, partially painting the actual fran 


sion onto the frame, either by painting a 


ly, a carved three-dimensiona frame which conti 
the illusion of the painting. The work of Rene Magritte 
points out that pictutes and frames are much the same 
thing ~ modes of perception, Characteristically my new 
ional expectation, 
Instead of the art being “picture,” the artis the frame. 


work involves a reversal of con 


1: Having done a fot of furniture at which he had become very 
astra, Passel gn 10 be frustrated by the requirement 
tha anything he sed fd ob capa of bing flattened Having 
conguerl painting he wanted to move oto seudptue.Pisarll 
bei to contemplate the possiblity of there no longer Being any 
restrictions as 10 what he might wse in his work, As in the pst 


‘mooins frssand mount letting go, The sng ad 0 go, 


WP: That's the mind-fuck. The most exhilarating thing in 
fe is having struggled with a thing and, having perfected 
it, toBeable to goon from there. 

8: Most artists preconceive a new direction, In Passarels case 
his horizons have expanded without preconception With the ne 
sculpture, the frames provide a armature for inte poss 
Like Einstein sorking withthe speed of ight as his only constant, 
1h is wie open to the universe. The link of the new sculpture 9 
the od “punting” 

UE ws discarded. And mot just anything but always same 


fs inherent inthe fat that everuthing Passar- 


‘thing sone and persomal and nici of inoidual ently. 
Very often they are cherished possessions 

far more important than any material value, The new framed 
‘aor have oly ome imitation, scale ar typically Passarell fs 
ale honking beyond ta 


ose personal sate is 


WP: As was the case earlier with the furniture not really 
being furniture, the new frames arent really frames. Each 
‘work sa unique idea or aesthetic circumstance, The frames 
sound the work for the moment and, any way, some vehicle 
5. necessity. The use of mirrors in the frames isimportant 
because the viewer is forced to confront himself in the con: 
teat ofthe objects, The eye and the mind continually shift 
their focus and this is heightened in the mirrored frames 
because the viewer is both inside and outside the work— 
shat Moguitte called the human condition, Extending the 
{dea ofa shitt in perception I would like todo freestanding 
frames ordoorways,anelevator ora hallway. 

1B: Simplyby removing the ving! 

WP: 1 used to say that “vinyl is final." That, discovered, 
‘was only too true. was getting the concept and the image 
‘that I wanted but along with the obvious limitation to Aat- 
ress the vinyl was preventing any further dialogue with 
the object. Getting rid of the vinyl not only moved the 
“stillives™ from “painting” into sculpture, but also 
‘opened up the concept. The meaning of the new works i= 
‘more open and idealy the viewer will engage in his of her 
‘vn private dialogue with the objects. 

18: The thing that intrigues me the mest abu your work i that 
1 is 30 solidly grownded in ters of ideas in modern art history, 
toile atthe same time st 6 not derivative of the Ink of anyone 
la’ work Very often a artists ork oboiouly deviate of 
eweurlerarits and isnot as strong conceptual 

WP: A clear idea has its own momentum andl will usually 
suggest its own resolution, independently of the look or 
style of any other artist Imitation doesnt really work any- 
way-itclouds the idea 

18: Ti te to dicuss your workin art historical terms, particu 
larly forthe sake of clarifying your iden. Vote fama eth Mant 
‘Rays “Enigmaoflsidore Ducasse?” 

WE: Yes, his homage to the grandfather of juxtaposition 

18: Exactly Isidore Ducasse is he yer name of the 1 century 
proto-Surrelist French writer Lautreamont, whose astonishing 


rginality i characterized by his notorious remark regarding the 
sume om ais 
gma... isnot aout the juxtapos= 


“cance encounter of asin machine ad on 
secting table.” Man Rey “E 


SHE INTERRUPTED THE ENTIRE EVENING, 


tin of ssimilar object ut concerts concealment. As sich 
«precedent ofthe much later work of Christ. (Im Passarelis work 
the vin snot so mucha “orapperasit isa “fame” and there is 
no attempt at concealment, hence is work bears no purtcular 
relativity to Christo’) But Man Ray wus intersted in juxtapose 
tion and thus his acknottedgement of Lautreamont, Beyond jus 
tapesition, Man Ray tas specifically interested in what me may 
cl he poetic object. In this hes the opposite of Duchamp. 

Even before Marcel Duchamp ave up panting he was agers: 
sively pursuing a rigorously intellectual antsesthetic. Art had 
‘come so narrow that the bst way to open it up was by attacking 
eomventiona at attitudes, Duchamp invented his “resdymade” 
precisely for this purpose. Onlimaily readymades were indus 
trialty mass produced ebects. For Duchamp it xs an absolute 


‘requirement that areadymade have no aesthetic interest. Foran 
object to qualify aba readymade, Ducharn ha tobe inifeent 9 
it fam object ws intersting in any uy it could not be @ 
rendynade. 

‘Man Ray, however, only made sculpture from “Objects of My 
Aifeston,” the ttle he have to an exibition of Hs work a the 
Jutan Ley Gallery. eas languae visual and verbal pun cere 
favorite thes, but whatewer the concept, hi sculpre alas 
Invotoed abject: endovot with an elusive and poetic meaning 
tehich derived hot from the object itself as wel as Man Ray's se 
fit Thais why Passel’ ojects are related very much to Ma 
Ray, md not atl to Duchamp, 

WP: don't identify at all with Duchamp. He'stoo col intel 
Jectually. With Man Kay, I fel 

‘me, And do you realize how much Man Ray did? As. teen- 
ager I had difficulty acceptin 

artist because ofthe varety’of direct 


ke there are arms around 


that Man Ray was only one 


sin is work, 


J: Characteistcally Man Ray's objects defy reason, hence his 
importance to Dasa and Surreal. Passrell’s new sculpture, 
ower, le having root i the poetic objects of Mae Ray, és 
really much closer tothe Bes of Josep Cornell Bnuse eis 
describing a world a has no petal intrest i bing defiant 
Visual poetry i the goal an their mening certainly transcends 
rationality lu unlike Man Ray, theyre not aairationa. Like 
Cornell they aredeliconsl, petal intitcey imation 

Returning tothe method of juataesition, it maybe obseroed 
that cere Man Ray and Rene Magritte axtaposed objects and 
images emphatically withthe intent to bewlder, Wiliam Pasar 
‘el shares with Joseph Connell a much tighter touch and jus 
taposes softly gently exquisitely. Generaly then, Man Ray and 
Magritte both juxtapose harshly, punedexicily, and Cornell an 
Passorelt delicately. Man Ray and Magrites. programmatic 
intention t9 sabotage convention moans that their motivation 
limits ther work toa poetic formofonoclasm. Undoubtedly they 
are to ofthe syatest artists ofthe twenties century but as is 
often true of pioners they were required to break new ground ir 
order tly their foundation. By the time of Cornell and Pasar 
rationality had become so decalued that it was no longer worthy 
of attack. Poetry és also the goal for Cornell and Pasarelli ut 
‘eomoclam soy occesionlly invoked. Hence poetic evcation is 
urs unite 

Passarells process with the new sculpture is portcularly 
Intriguing. In contradistncton to the earlier “painting” in which 
the nature and ook ofa work was very often preconceived, mow he 
‘has virtually no idea of hw a pcce weil turnout, He as moved 
from the graphically explicit puintely image suggestive ofits 
former one, into a muck more subtle and psychic landscape of 

timate elings. Formerly ae zee given a graphic image and 2 
suggestion of what someone looked like, now we move inside their 
east disor hat they think and fel. The carly ork is exter 
al. The new works internal 


WP: 1'm very glad that you're able to see that. With virtually 
every other artist working with objects other than Cornell, 
the nature of the object ise isnot respected. Jasper Johns! 
‘well known quote “Take an object. Do something tot. Do 
something else ti,” i typical of the self-centered egoce 
Uwiity of most artists. Manipulation limits the object. The 
‘object is dismissed and the manipulation becomes the 
‘work. Manipulation is easy. The vision, sensitivity, and 
restraint of Joseph Cornellisincomparabe 
Cornell wasa collector. The validity of the object in and 
of itself was unquestioned. Cornell alone allowed objects 
to speak for themselves, and in doing so he created aland- 
scape so vast that few artists ofthe twentieth century have 
equalled it, More vast than Pollock because of the impor 
tance to Pollock of the surface and scale of his pai 
Some of the only art I ean think of whose seae as vast as 
Cornel!s are the Suprematist abstractions. of Kasimir 
Malevich andalmostanything by Georgia O'Keetf, 
18: With the exly work Pastel established the eulue of dis: 
ante. clothing and objets. By removing the coo vinyl the 
sear of the object is recente. Also the mature of the object cho 
ferent becouse iis no longer necessary tha they be flat 
very posite form, materia, and texture may be bncorporated 
nto the new sculpture, Previously only the graphic image ws 


1986, 33° <33" 


emphasized and the ving! distanced the viewer from the abject, 
insuring that sculptural qualities would remain latent Now the 
‘object are completly liberated andthe new work is. complex of 
Intuitice and personal feelings and poetic images ad moods 0 
righ tobe reducible toa simple graphic image. 


tothestatement Lwas 


We The vinyl was limiting the objet 
making, There was sila Tot of ego in that work, L wasnt 
paying sufficient attention tothe objects themselves. Iwas 
dictating the nature of the objects. The objects should be 
allowed to dictate the form of the work. The directness and 
‘openness of Cornell isthe standard. That directness, as 
with Edward Hopper is v 

can be too limiting. The Europeans, for example, were a 


intellectuals whose work was limited by their itellectual- 
y- It is no contradiciton that the American directness of 
Corel! should not preclude an old world romanticism, 
During the frst half of the twentieth century what was 
‘more American than an exaggerated romantic view of old 
world culture? Getting over their awe ofthe Europeans, if 
they were not actually Europeans themselves, was a tre- 
mendous impetus for the Abstract Expressionist. Again, 
openness and directness allow the viewer a continuous 
and ongoing dialogue with the object, and that is superior 
toeven thebest idea that isclosed 

8: By a process of development that Picasso would appreia 
Passarelli right back where he started as. ine yar obi 
‘ng home objects that fascinate him. Bul now he goes beyond the 
recognition of the object shi character 

achieve an intuitive, aesthetic dialogue with the objet. No 
Tongerpreconcecinyg what e  ooking for or mht se, he nowe 
respons to everything, looking closely, paying attention, listen 
ing to the aesthetic sices of poetic objets endowed wth the fe: 
tion of people whose tives are known only by these enigmatic 


the early work to 


Each now work 


he had since found. n conversation he commented t0 me, 
riously, "Don't you always 5 
lins? 1 suppose that’s obvious, isn't it?” I tld him, “Wil- 
liom I've never associated arrows with violins in my ent 
lite.” There it, however a profound affinity between 1 
in (which Passarelli points outs a kind 
‘ot bow) ond hey ore the nuclavs of anew 


IH thinks he 
festion of 


parca a 
Aejed ond altned by ont shoal shoul 

mrperse bin omao 
roo ppcleckig: Alay Merkel 
lek lion be wold lai cen pee etd 
neg and ld he found the pa 


in th 


ron the light wos groan. In of 
picked up the jump rope and gathere 
back tothe store for a refund for the too-new jump rope. 
In such poetic world it becomes incr 


‘rophic power ofa Stella or Lichtenstein 
form and scale but we respond coolly 
forced from us. 


Stell, who says, "What you s00 ie whol you see,” doesn’t 
ote himeelt 


is work which requires a response from 
or for its completion. Generally such work does 

tious grophic image (“Ocean Park 
‘about ideas. Even when the viewer's 


jologue occurs. This work derives 
lect. Inellectueity, when it is 


end, honce, not pe 


portant os Duchamp 
he never really grabs you by the throat the way May 
Ray and Magritte sometimes do, and Cornell ond 
‘O'Keoffe often do. The reason for this is possibly becouse 
lective of our private lives thot so few ps 
‘ever really get to us. You've got to love someone despa 
‘ately for them to be able to breck your heart, yet ca 
‘of the sel-portraits of Rembrandt or Van Gogh can easily 
doit, How iit that the boxer of Joseph Cornell con be so 
devastatingly beoutful? They drew us into @ world more 
ly 
wide open ond vulnerable. Once there, emo- 
jonel chords of such intensity ere struck thot the rapture 
‘of the music is almost unbearable. Yet we cannot say no to 
Cornell, nor do we wont to. Thisis absolute pow 
have tied to elucidate the sources ond development 
of the art of William Passareli, and itis vary much to hi 
credit that these influences are more a matter of effinity 
thon mere derivation. Inf 


Jos 


common slavery of imitation 

cll’s sculpture d 

Joseph Cor 
jetweenthem, 


5 not look ot all like the boxes of 


1. Yot there are unconny and unmistakable 


IefreyBroenins, San Francisco, Mey 1986 


EVERYTHING AT HOME APPEARED NORMAL, 1956 


HE DANCED HIS WAY OUT OF PHILADELPHIA, 1956 
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A word about the plot (Pinocchio and 1) 


might come alive Jot a5 Geppete waned eat 


The Plot Synopsis) 
tne pede lot that nec, he en of aes 
‘ea lngn eng coho louse as 
Fw eject tom i elt we he 

cea 


pointed mane, t orange moon. 
Pinocehio's wood, we know from Cllod's soy, doesnot 
ted and can be replaced and glvedfogeter, but th 
doesnot happen th He, beeavte Piecehio 


le Pinocchio cannot ie on, or maybe Becavie the 


0 ta the iy 1 He mame of 
Maybe ns end before he cit Was 
fiishea Wis story, the “sad story wien maybe He va, 


ie he ary that | am writing could hen end 
‘hihi, ater a rainy summer day of work, ao 
Wind andthe ght ays of the ow sm of the fate 


til 
I 
if 


«mo PEMOCCHIO Furioso 


Pinocchio Furioso, by Gianmaria Mussio, isthe work of a child 
prodigy. The presentation of the subject matter is very loosely suggested by 
the author's favorite bedtime stories, Carlo Collodi's Pinocchio and 
Ludovico Ariosto’s Orlando Furioso (a 16th century romantic fantasy 
about the loves and battles of Charlemague’s knights). It is similar to a 
child’s method of invention as he runs around the playground 
impersonating a favorite character: ". . . and then Pinocchio Furioso gets 
caught in a storm of asteroids. . . atid then he ensters the city of Riga. . . 
and. ..”, Rather than portraying a unified whole, the works have been 
strung together as a series of incidents that have no necessary or logical 
connection. These works compel the viewer to enter the child's game by 
agreeing to abandon the reality of volumes and solids, and of the color 
suggested by shading and perspective. Mussio’s crisp contours oF agile 
jottings do not attempt to create the illusion of space, but rather to create a 
game in the space of the page, 

The artist, Gianmaria Mussio, takes this “child’s play” very seriously - so 
that even though he is already 27 years old, his commitment to child’s play 
still qualifies him as a child prodigy. While others seriously commit 
themselves to planting rows of fields, knitting rows of thread, adding 
columns of figures, working on assembly lines, or waiting in traffic lines, 
janmaria Mussio has thoroughly occupied himself with the child labor of 
producing lines - not as decoration, nor as representation, nor as moralistic 
narrative, but instead as serious play. In the role of Pinocchio Furioso, he 
invites us to follow hit through the playground of the page. 

-Richard Ingersoll- RE 


On the Beach Below Riga Finocchio wakes up 
after having slept through the night, having been 

ported by some magnetic rays coming from the 
‘moon, from his native Tuscany 102 new land across 
the ocean. In the background the walls ofthe Cty of| 
Aigo ae visite 


uck-Footed Spaceship in Cubist Perspective 


ort e's 
“Mauris” appears between the waves ofthe sea 


° 


Pinocchio Throwing a Ball Down to a Body of 
Gravity, as Photographed in the Style of 
Edward Muybridge nfnite are nis ways of 
occupying tim, of inquiring and observing the nature 
or the world 


Dotted Lines are Arbitrary Lines Here they show 
the path of rocks froma cave an the fight of an 
uitrarmogern mechanical Pinocchio 


‘The Conversation with the Jiminey Cricket 
(the Kistet | love) 
(na lunar rocky landscape, Pinocchio, holding a banner 


anda giant rod, salutes the space-age cricket, He 
‘descends with the posture ofa superman whe i 
feeling the lure of the water before plunging 
Intoit lose by, a mechanical bird sileatly and 
‘cautiously sneaks by tke a puppyog curiously sniffing 
the situation (Personally, this is THE Pingceni 
love) 


~\ 


te Burning Airplane has reached: 


‘The Field of Mirrors Reflecting Mistant Clouds 
and net nearby nature, are elements borrowed from 
furcealizm, whieh ie what connects epace technology 
andthe world inthe time of Charlemagne, 


Pinocchio wakes up after having become a clergyman, 
ond sees The Knight of Forgetfulness Coming 
After Him Grandishing a Long Sword. 


Time progresses, ike the wind pushes The Ship and 
the Three Pinocchios Fighting Near Lamp Posts 
and Cotton-Ball Trees. 
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find he remembered The Snake. 


te remembered when he pored as The Discolobus 
(Discus Thrower) Near the Tomb of His Sister 
with the Deep Blue Hair. 


te remembered the rainy Times in the City of 


HE SOLDIER HAS BEEN 

LOCKED IN HIS ROOM FOR 

NEARLY TWO WEEKS 
OUTSIDE IN THE STREETS AND 


J OBSERVES THROUGH A CRACK IN 
THE WALL, DEATH IS EVERYWHERE 
INVADING HIS LAND. THE PLAINS 
HE ONCE LOVED ARE NOW THE 
FIELOS Of MUD AND BLOOD 


Cremieux 


THE DEATH OF OTHERS, LIKE THE 
OLO NEIGHBOR SURPRISED IN HIS 
LAST BREATH, AS MAGGOTS 
ALREADY TOILED IN HIS THORAX; THE 
OEATH OF THE WHORE, WHOSE HEAD 
WAS NEARLY SEVERED BY A SMILE, 
ANO WHO LAYS BY THE TRENCH. 


THE COLONEL, MASSACRED, JUST LIKE 
THE WHORE, FELLED IN THE FIELOS OF 
GLORY. SHE DOESN'T GET THE MUSIC 


OR THE HONORS 


AND THE MAGGOTS ALREADY GNAWING 
AT THE COLONEL’S MEDALS, WHILE 
THE WHORE’S ORIED UP FLESH IS 
BEING DISPERSEO IN THE FOUR WINDS 


AN OLO ORIED- UP APPLE COVERED 
WITH WHITE SILYER HAIR AND OLD 
GOLD, SIMILAR TO OLD TREASURES 
THAT LIE HERE AND THERE ALONG THE 
STREETS 


i i 
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TREASURE AND MOTHER OF MILLIONS 
OF MEN, OF MILLIONS OF ENEMIES, 
WITHOUT FRONTIERS, IDEALS OF 
MORALS, NOW MINGLED TOGETHER IN 
THE WOUNO OF THE TRENCH 


NO THE BODY OF THE COLONEL, 
SHAKING AMIOST THE BOMBS 
WITH THE LAUGH OF THE 


GOREO LAND, THE LAND RAPED BY 
SOLDIERS IN MUDDY UNIFORMS 


FLESH COLORED GOLEMS, EXORCISED 
PUPPETS SLASHED BY THE BAYONETS, 
AS THE BLOOD FLOWS MIXED WITH 
RAIN TO NOURISH THE EARTH. THE 
HOMELAND OF MOTHERS OF STARVING 
CHILOREN, DELIBERATELY ABANDONED 


ABANDONED TO THE VICES OF EARLY 
MORNING BUTCHERS, SUSPENDED ON 
THE MEATHOOKS OF THE BATTLEFIELD 


“NOEL 1985- 


WAIRCUTS + COLORINGS EUROPEAN MANICURES + PEDICURES é 
EARRINGS — BELTS — NECKLACES — BRACELETS 


2843 CALIFORNIA ST.SAN FRANCISCO. (A QHINS .(415)922,08.08 
iN) Cc los) Las} ~D AS 


DBIigt TAL 
UNFORGIVABLE SUMMER TYPE 
STARTS JUNE 7,1986 BS Pee 
4AN OD 
DEsSstI GW4N 


CLIMATE GALLERY AND EXTREME EXPOSURE 
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